Similarly, Robert Ryman took issue with earlier concepts of painting, maintaining as well that "what painting is, is exactly what people see."3 Since 1957, he has devoted himself to paintings whose "image" is the paint surface itself once it has been applied to its support (see fig. 5 ). "There is never a question of what to paint," according to Ryman, "but only how to paint. The how of painting has always been the image -the end product."4 Paintings by Ryman are purely self-referential in as much as they reflect only upon the activity behind their own painting. Canvases covered in white acrylic suggest the endless variation of surface texture brought about by the application of paint. In works by Ryman, this application is observed as being the visual end itself.
Before his death in 1963 at the age of thirty, Piero Manzoni had come to certain far-reaching conclusions, as his "Achrome" ( Works in Kawara's Today Series dispense with illusionistic reference in a manner parallel to the paintings of these three artists.The letters and numbers of the day's date replace traditional imagery and composition. Instead, the placement and resulting "configuration" of abstract symbols lead naturally to "figuration," while the conventions of composition yield to the demands of "composing" the date. Kawara's paintings, like those of Stella, Ryman, or Manzoni, are self-sufficient and self-reflexive statements. The elements of each date serve as the curvilinear and linear parts of a coherent visual whole. In the sense that one cannot actually "see" a date, the paintings offer no information about their relationship to external reality, but within the confines of the painted canvas, the date-otherwise a mere abstractionassumes a concrete form and shape. Within the very content of the work, therefore, the Today Series demonstrates how a painting can be a self-reliant presence, independent of (yet not disregarding) external points of reference. By virtue of existing as a date, each painting by Kawara asserts that it is "present," although paradoxically its date, perforce, refers to a time already past (see fig. 6 ).
The solid background hue of each date painting varies slightly from day to day and may change from gray to blue or, occasionally, to red so that the Kawara's attitude toward color falls in between the opposing aesthetic positions of Reinhardt and Klein. In contrast to both, Kawara makes no claim for color in either a positive or negative way. He neither attempts to suppress it nor does he espouse a belief in its power to surpass mundane reality. Color, for Kawara, indicates the subtraction of light. The white lettering and colored background of the date paintings, alludes, in essence, to the contrast between the light of day and the dark of night.13 While color lends definition to objects, it may also carry with it symbolic or emotional associations; but in Kawara's work, color does not carry such associations, and can be analyzed, finally, only in terms of saturation, value, or hue. Within its painted context, the color of each work is as unequivocal as its date, and no two paintings are exactly alike.
The question of how color might relate to the events of the day or to Kawara's state of mind-the question, that is, of why the artist chooses a certain color for a date painting -cannot be definitively answered. Whether a date painting is bright red or dark blue or one of many dark grays makes no thematic difference except for the fact of difference itself. Slight changes from one gray to another, as well as greater shifts from gray to blue or red, spare these works from any dogmatism. Rather, the background color of the date paintings, unspecified with regard to particular associations, allows for infinite diversity. A red or blue is as meaningful as one of the many varied tones of gray found in the majority of date paintings.
By imposing limits but not restrictions on his choice of color, Kawara establishes an endless potential for nuance. The unlimited variation of color means that the artist's choice of shade or hue loses its explicit meaning. Subjectivity and objectivity of selection cancel out each other, for the subtle differentiation in color leads to the appearance of sameness while simulta-neously disproving it. Because pigmentation is an element of perception that "colors" whatever is seen in an inexplicable but multifaceted manner, the color of each date painting, like its date, may elicit certain thoughts but remains a quality unto itself without referring to particular ideas or feelings. The indeterminable degree to which physiological and psychological factors play a part in human vision thus enhances the dual sense of factual immediacy and impenetrable mystery manifested by these works.
Kawara's date paintings are based on a reality experienced as the temporal segments that record the continuous change from night to day and vice versa. Each work possesses a subtitle and, also, is accompanied either by a hand-made cardboard box that contains a newspaper of that day from the city where the work was painted (see fig. 8 ), or by a portion of a newspaper page that is glued to the inside lid of the box (see fig. 9 ). The subtitles range in content from long quotations to short phrases, from a notation of a personal thought to an international event. In recent years, they merely have stated the day of the week. The box affirms the painting's definition as an object in its own right, while the subtitles and newspaper anchor the work of art to -while juxtaposing it with -the existing, daily reality.
The inclusion of a newspaper or section of a newspaper in the box belonging to each painting accentuates the dichotomy between art and everyday actuality while simultaneously linking them together. The fact that the . ii ). In Warhol's case, the newspaper provided already existing mass-produced, gripping, nonart imagery with an emphasis on shock-value. For Kawara, the newspaper is not subject matter for direct translation into painting as it is for Warhol, but rather is a temporal gauge of ongoing, daily reality. The newspaper is part of a date painting in its entirety, but remains in its own nonart domain at the same time, thereby providing a link to those phenomena-however down-to-earth yet ungraspable they may be-that, available to all, transpire from day to day. In addition, the conjunction of newpaper and date painting substitutes for the artist's handwritten signature an "authoritative" Paintings by Kawara, with their stark and striking presentation of the date on which each was created, point to the moment of their genesis and thus demarcate their own place within the span of history. If, on one level, a date is mute as an image, on another level it stands for the infinite number of events -from the most personal to the most universal -that "take place" on specific dates. Like temporal signposts, the date paintings emblematically punctuate their environment, whether they are inserted into the midst of other works of art or isolated on a wall by themselves.
By means of his art, Kawara brings time-which may be thought of as the major organizational force behind human experience and consciousness-into tangible, representational view. In addition to the Today Series, Kawara's activity as an artist encompasses a number of other significant, ongoing works that similarly seek to position themselves -and by extension, the viewer -with reference to his own, ultimately finite lifespan, invisibly set against the background of spatial and temporal infinity. Since 1966, in tandem with the introduction of the date paintings, Kawara has maintained a series of loose-leaf notebooks that comprise a work entitled I Read. Sequential pages, correlated with each day of the year on which he has made a painting, contain clippings from the daily press, which Kawara glues on a single, standard sheet of ordinary graph paper stamped with the day, month, and year. The early clippings for I Read provided Kawara with the subtitles for the paintings of that particular day and, in this way, initially inspired the idea for this work.
Additionally, the clippings are taken from newspapers published in the place where the date painting was done.
Furthermore, each day since 1968 Kawara has kept a similar series of notebooks to form the work I Went, as well as a work in the same notebook format called I Met. The former group of notebook volumes contains a record of the artist's itinerary that he marks in red ink on a xeroxed map of the city where he happens to be. Documenting his daily course along city streets, Kawara translates his movement from one destination to another (necessitated by errands, sightseeing, or the normal demands of life in general) into the planar linearity of drawing. The latter set of volumes consist of individual pages, also stamped with the date, on which Kawara has typed the name(s) of anyone known to him whom he might have encountered throughout the twenty-four hour period. In this work, language, in place of line, reveals those points of interpersonal contact that connect over time to form a social framework for individual existence. Kept together by the artist, these three works (I Read, I Went, and I Met) bring abstract time into view vis-a"-vis the concrete reality of people, places, or events by utilizing available 
